2 theatre company, the Glasgow Jewish Institute Players (GJIP), led by and consisting of first and second generation immigrants.
Why does this matter? The transatlantic focus of the Players' work is significant because it marks the culmination of these theatre makers' use of a diverse repertoire as a means of exploring the different facets and possibilities of their immigrant identity. The committed cosmopolitanism of the group's choice of plays, which explored Jewish identity, history and heritage while also confronting the realities -political and social -of what it meant to be Jewish in modern Britain and Scotland, is significant because it offers a new model of community theatre as culturally nuanced and repertoiredriven. Arguably part of a general cultural discourse around a preferred, and even mythologised broadly-left national identity, Scottish theatre in the mid-twentieth century has been characterised as populist, working class and politically driven, epitomised by the socialism of Glasgow Unity Theatre, of which the GJIP became a part. Here, we want to argue that a focus on the immigrant-led GJIP offers an alternative model of a theatre that focused on social and cultural identity, rather than class, and was eclectic, culturally cosmopolitan and repertoire-driven. In short, in highlighting the American and international repertoire of GJIP, we propose a new lens for modern Scottish theatre, unsettling some of the dominant -though, of course, still essential -narratives of class described, developed and championed by John Hill, Douglas Allen and others. 2 This essay will, therefore, focus on the GJIP's contacts with American Jewish writers, and the particular attraction and utility of their plays for Glasgow theatre makers and audiences in the 1940s and 1950s. Building on its examination of the diasporic links between Glasgow and New York, we will go on to use the example of Morning Star to explore briefly how the performance histories of plays could mirror wider development, both within Jewish immigrant communities and in their stage representations, in ways that serve to highlight the connections between New York, Glasgow and London. In the context of western societies' contemporary fear and mistrust of immigrants, this story of a previous experience of mass migration offers an important lesson of cultural integration and influence. The members of GJIP were young people who used culture -specifically theatre -to share an understanding of cultural diversity for the wider community. These first-and secondgeneration immigrants to Scotland found creative and radical ways to make visible their own lived experienced and the experience of oppressed and marginalised communities here, elsewhere in Europe and beyond. This essay reasserts this internationalism as a key trope in the formation of a modern Scottish theatre. 3 
The Correspondence of Greenbaum and Regan
The Glasgow Jewish Institute Players, the company that produced Morning Star, was a remarkable community theatre group active from around 1936 to 1962. Highly innovative, the Players not only established an ambitious new model for non-professional theatre in Scotland, but, as we propose, also helped redefine the identities and self-image of Jewish immigrant communities seeking to rationalise their place in British society during the inter-and post-war periods.
The group's founder and leader was Avrom Greenbaum , an inspirational director and playwright who, whilst always an amateur himself, played a vital role in the formation of a modern, professional theatre industry in Scotland. Greenbaum's background was typical of Glasgow's 14,000-strong Jewish immigrant community. Born in Isbitzer in Poland, he was one of five children of parents who came to Scotland when he was small. The family was intensely musical and, despite leaving school at fourteen to work in his father's tailoring business, Greenbaum continued his keen interest in theatre, literature and the arts, teaching himself to read in several languages. The GJIP was formed to take The Bread of Affliction, his own play about a family caught up in anti-Jewish pogroms in the Ukraine, to the popular and prestigious Scottish Community Drama Association competition, where it came second. 3 Immediately picked up by other theatre groups, it was widely performed and published in the contemporary anthology, The Best One-Act Plays of 1937. 4 Following an initial exchange of letters, Greenbaum began a warm correspondence with Sylvia Regan that lasted for many years, spanning a period in which GJIP increasingly focused on producing plays by the new generation of American Jewish writers, many in British or Scottish premieres.
Although only one side of the correspondence survives -Regan's letters to Avrom Greenbaum are in the Scottish Theatre Archive in Glasgow University Library 5 -they are packed with opinions and gossip on plays and the current state of theatre, giving a vivid impression of the pair's conversations.
They are a modest but revealing primary source for understanding mid-century theatre in both the UK and USA.
Sylvia Regan herself (1908 Regan herself ( -2003 was born in New York and trained and worked as an actress on Broadway, and in public relations for Orson Welles' Mercury Theatre, before turning to writing. A jobbing screenwriter and playwright, she knew all the leading American dramatists of the 1940s and 1950s -she was, for example, a childhood friend of Clifford Odets -and her letters offered Greenbaum -and, now, the modern historian -a window onto the New York theatre world of the time. 4 While Greenbaum was an amateur theatre maker throughout his life, Regan's letters show the relationship as very much one of equals, born of a shared passion for theatre: Greenbaum offered detailed criticism of Regan's plays and shared his ideas for choices of repertoire, while Regan combined discussion of her writing and career with the latest New York theatre gossip. Although her letters cover a range of topical preoccupations -from the stifling impact of the American system of play production on new writing to concerns over the Hollywood Ten and the effect of the blacklist 6 -Regan's high regard for Greenbaum's critical abilities is very evident. She writes of 'how much pleasure it gives me to be able to discuss the play [Morning Star] with someone who at this point knows it better than I do' 7 , and suggests that he might consider making a professional career in theatre: I enjoyed your last letter so much. Digging as you do to the very roots for interpretation of a play gives you something so much over the average play director that I'm tempted to use some persuasion that you go into the theatre professionally. I'm sure you've thought about this a great deal, and come to your own conclusions about sacrificing security for a 'fling' in this direction. However, from what David [Lewis] has told me about you, and from your two letters to me, I am so impressed by your obvious talents, that I cannot help putting my 'oar' in. You certainly 'belong' to the theatre. 8 Regan repeated the suggestion in 1949 when discussing plans for a forthcoming London production of Morning Star at the Embassy Theatre, with a view to a possible West End transfer:
Now, Avrom, when first this was broached to me it occurred to me that you would be the only one in Great Britain to stage the play for them. Who knows this play better than you?... You say you could not get away, but certainly three or four weeks is not such a very long time, is it? Could not arrangements be made to make this possible? Since I much answer A long time ago I wrote you a long letter about spreading your wings, and one of the things you ought to do, if it can be worked out at all, is come down to London and stage a play there. I just hope that it is not too late for you to do this production. 9 5 Greenbaum evidently declined or prevaricated, and chose to remain in Glasgow with his family and his tailoring business. One of the reasons for his reluctance may have lain in the nature of the GJIP as a close-knit community and family group: indeed, for Greenbaum this was literally the case. The group's leading actress, Ida Schuster, was the sister of his [Greenbaum's] wife, Ray. Schuster's brother Leon was production manager for GJIP and, later, Glasgow Unity Theatre. Greenbaum's sister, Hilda, married Sam (later known as Samm) Hankin, one of the Players' leading character actors, whose brother, Harry Hankin, was another of the group's lead performers. In addition, Greenbaum's brother, Ben, was the pianist and music director for several productions and his niece, Edna Green, also played leading roles. Within the crucible of GJIP, these close ties reflect the shared cultural perspectives of an immigrant community, reaching out to new networks from a close core of common, shared values. Whilst some, not least Ida Schuster 10 , went on to have significant careers in professional theatre, for Greenbaum the Players was a model of collaborative community theatre making, a model of family and community engagement and participation, to which his pedagogic gifts and temperament were particularly suited, and to which a professional career may have been anathema.
The Glasgow Jewish Institute Players
Greenbaum's group of amateur theatre makers took its name from the Glasgow Jewish Institute, a large building next to the synagogue in South Portland Street on the south side of Glasgow that was, in the 1930s, the social hub of the city's Jewish community. Formed in 1936, by 1940, and in the context of stringencies arising from World War II, GJIP had become one of the five left-leaning Glasgow groups that combined to form Glasgow Unity Theatre. It was a measure of Greenbaum's rising reputation that he was one of the new company's three producers. 11
The GJIP was important for Scottish theatre on several counts. Firstly, it set a new benchmark for Scottish community theatre, through high production standards that were the result of Greenbaum's distinctive working methods that included: extended rehearsal periods and detailed character-based work with his actors, which produced strong performances from performers with little previous acting experience; the integral use of music in his productions; and, close working This repertoire explored different facets of Scottish Jewish identity, some looking backwards to Eastern European origins, others examining what it meant to be Jewish immigrants in modern British and Scottish society, and others, our particular concern here, presenting the works of American Jewish writers such as Clifford Odets, Irwin Shaw, Arthur Laurents, Arthur Miller and Sylvia Regan herself, that continued the diasporic journey across the Atlantic. It is the meanings and influences of this key aspect of the post-war development of the Players' repertoire that concerns this essay.
Often presented in Scottish, British or even European premieres, this is a repertoire that brings together many of the themes that marked out Scottish Jewish identity: specific Jewish cultural references (both linguistic and thematic), narratives of anti-fascism, the shared experience of immigration, an emphasis on social justice and a progressive ideology, together with the performing legacy of Yiddish theatre. 13 Writing on American Jewish theatre, and arguing for its inclusion in the Jewish literary tradition, Ellen Schiff makes the case for the authenticity of Jewish writing in non-exclusively Jewish languages, suggesting that to question its contribution 'undervalues the very symbiosis that animates Diaspora creativity', and sees these works as 'reflections of every dimension of Jewish identity and Jewish life in pluralistic societies'. She adds: 'What more appropriate medium can there be to express the dominant theme of modern Jewish creativity -the imperatives and challenges of dual identitythan the idiom of those countries where Jews live?' 14 Examining the appeal of these American Jewish plays for Scottish Jewish theatre makers, we can suggest that a key part of the attraction lay in the shared cultural and religious identities and the experience of immigration the communities depicted shared. By understanding a bit more about this repertoire in Scotland we can, perhaps, also say something new about the formation of an international perspective in Scottish theatre and something more about the formation of indigenous and diasporic identities in the post-war period.
The Players' Repertoire of American Jewish Plays
The appeal of these American plays to GJIP is epitomised by two of their most successful For all her 'Yiddishe mama' appeal, Awake and Sing!'s Bessie Berger is as hard as nails, so ground down and desensitised by poverty that she will do anything to preserve the family's economic interests. Accused of trying to appropriate her son's inheritance, she is unrepentant: she has worked all her life and never had anything for herself, dreaming is all very well but, as she puts it, 'here without a dollar you don't look the world in the eye. Talk from now to next year -this is life in America.' (Act 3) 15 For their contemporary Scottish audiences both plays were recognisably about real life, with characters and situations that chimed with their own lived experiences: according to one Scottish reviewer the GJIP production of Morning Star, now under the Glasgow Unity Theatre banner, was a 'play of Jewish family life that might as easily have had its setting in Glasgow's Gorbals -or Glasgow's Dennistoun, for that matter -as in New York's Bronx'. 17 These plays spoke powerfully to Glasgow audiences -and to nascent Scottish playwrights developing their own dramaturgies and representations. In depicting life with all its hard knocks, family disputes, tragedies and setbacks, they were rehearsing and reliving the processes of immigration to the New World in ways that were useful and important for Glasgow's Jewish audiences, and deeply resonant for a wider working-class audience confronting inequalities of all kinds.
But for the Jewish community, in particular, the points of contact were more than thematic, they were also personal, familiar, and immediate. For all that Broadway itself was still exotic, America 8 and New York were not remote or abstract destinations for Glasgow's theatre makers and audiences. Many in Glasgow's Jewish community of new first and second generation immigrants also had family members in America and these family networks were further consolidated through theatre networks: for instance, on the very day that Sylvia Regan received her first letter from Avrom Greenbaum she was phoned by his brother David, a musician living in New York, to arrange a meeting. And, whilst the written correspondence between Regan and Greenbaum flourished, their families too became friends and, over the years, these social ties were strengthened as various members of the Players and their families and friends visiting America called in on or stayed with the Regan-Ellsteins in New York. Underpinning and consolidating these personal connections, the Players' choice of these plays was far from random or coincidental but the result of a determined policy to seek out and secure permission to perform new works by American writers that they knew to be writing about parallel social and cultural experiences. In addition to soliciting Regan's insider perspectives and advice, members also subscribed to an American contemporary theatre magazine, Theatre Arts, to keep abreast of the latest theatre developments and were evidently prepared to lobby and negotiate with American agents to secure the rights to stage the new plays they thought would work for them: one of the Players, Samm Hankin, reportedly obtained permission for the group to produce the Scottish premiere of Irwin Shaw's The Gentle People when he was visiting New York by going on a local radio station to talk up the success of the Players' productions of Awake and Sing and Morning Star. 18 These plays mirrored the new Scottish drama's thematic concern with the working-class, urban experience: in terms of a socialist or left world view these American plays have much in common with the new Scottish drama being developed under the aegis of Glasgow Unity Theatre, including Ena Lamont Stewart's Starched Aprons (1945) and Men Should Weep (1947) 
and Robert McLeish's
The Gorbals Story (1946) , as well as lesser-known plays such as James Barke's The Night of the Big Blitz (1944) and When the Boys Come Home (1945) people. Now, we know what people say of Jews. Need we be reminded that today, more than ever before, anti-Semitic feeling is intense. What do 'they' say about the Jew? That we are hard, grasping, etc. All of us receive this label from those who cannot understand that people are people regardless of color, creed, race -I wanted to show a Jewish girl who happened to have some of the qualities all Jews are supposed to have, but this happened to her because of personal frustrations, money, power, to compensate her for lack of other things. The first blow, her younger sister gets her man, the rest follows -She gets Harry too late, when she does [get] him he is a disappointment, and she recognises, as well, that he never really belongs to her. This would turn even a stronger woman sour, and it could even happen to a gentile. By justifying Sadie to some extent, perhaps people would realise that this is not necessarily the way Jews behave, but the way human beings behave. Mama, on the other hand, suffers more than Sadie, loses more (Esther, Hymie) but her basic character is stronger, she is never soured, and this could even happen to a Jew. No, we are only so bad as the gentile under the same set of circumstances, and the burden of proof that we are 'different' or worse, is on them. I guess all I wanted to 'say' in the play is to paint these portraits. 19 The plays' view of life in working class America was far from rose-tinted. Part of their diasporic interest lies in pointing out the dangers of American society, which certainly offered opportunities for initiative and advancement through hard work -the 'American dream' -but also encompassed the danger of being exploited by unscrupulous employers, like Sadie, or other predatory elements.
So, Irwin Shaw's The Gentle People, that GJIP produced in 1948, is set on the New York waterfront and concerns two working men, easy-going characters who are threatened by a gangster who tries to extort their life savings from them. Goff, the gangster, is a bully, a textbook fascist who believes that might is right: 'The superior people make the inferior people work for them. That is the law of nature.' (Act 3, scene 3) But he has learnt this from his life experience 'on the brake-rods and breadlines, in the pool-rooms and beer joints of the big cities of the United States of America' (Act 2, scene 4), a reminder that this society, no less than the old world, contains within it the seeds of fascism.
The Influence of Yiddish Theatre
While these new American plays had something of an educational function for Scottish Jewish audiences -inspiring them with the idealism that attached to American society, whilst also offering a cautionary warning against abuse by predatory forces -they also appealed to the cultural affinities 22 ), the play concerns the excitement around a great actor-manager, David Cole, who is returning to the stage after five years for his swansong production, The Modern King Lear. 23 The play abounds with sharply comic lines -such as the Yiddish playwright Aaron Toplitz's effusive tribute to Cole: 'Shakespeare for me is the greatest dramatist in the world, and with your improvements, even more so' (Act 3). 24 But the comedy is suffused with the pathos of the knowledge that this is a world that is changing and that the Yiddish theatre belongs to the past. In a poignant final scene, Cole acknowledges that the young actor who would previously have succeeded him in the leading roles must now follow a different future and leave his Yiddish company to take up a film contract. Cole, who has hitherto steadfastly refused to acknowledge a wider contemporary American drama, says: 30 , was that Greenbaum consciously sailed close to the wind, assuming that the piece, and his audience, could now take such portrayals in their stride, [as part of the community's reclaiming or taking ownership of these depictions], but that he had not allowed for the response of some sections of the community for whom they were still too sensitive. In either case the reason for the vehemence of the reaction was that, for some, the old 'Hebrew' variety stereotype -'the yiddisher comedian of the music hall stage' as Watson termed it in his review -still carried a raft of negative associations.
And, as we might also say, too soon? The play itself had also provoked strong reactions elsewhere, causing Colin MacInnes to write rebutting a critic's charge that Kops's drama was a 'ghetto' play that was 'blowing on the embers of a fire which went out with the death of Israel Zangwill' by asserting that it did precisely the opposite:
The Hamlet of Stepney Green is a lament for the bewailing past; a respectful dirge for it, with a tear but with no regret; and a hymn of confident affirmation that young David [the Hamlet 14 protagonist] and his Hava will go out into the English world, there to live out their lives as English Jews'. 31 In Glasgow generally positive press reviews of Greenbaum's production, and the balance of the lively correspondence in the letters pages of the Jewish Echo, suggests that, for most, the production was a success: a preview article, that reported the cast breaking off from fraught rehearsals at the Institute to consume saveloy sandwiches and glasses of Russian tea, probably got it right in suggesting that Kops's 'was a powerful play which is bound to offend a lot of people'. 32 But the response, and discussion that the play and Greenbaum's production provoked, also demonstrated the role of theatre within such evolving cultural debates, and the continuing vitality of the Jewish Institute Players as a creative force even in the last phase of their existence and reinforces a new narrative about Scottish theatre that connects meaningfully with other non-national cultural debates.
Across this post-war period, Regan's Morning Star was the Jewish Institute Players' award-winning signature play and it was regularly presented in several revivals until 1959. In addition, the London production that Regan had agonised over in letters to Greenbaum did also come to pass. Renamed
The Golden Door (to avoid confusion with Emlyn Williams' similarly titled play The Morning Star (1941)) and revised from its original four acts to a three-act version 33 , Regan's play received its British professional premiere in September 1949 in Leicester, before enjoying a 16-week run in London at the Embassy Theatre in Swiss Cottage. 34 The irony, from Greenbaum's perspective, was that the producers were his own Glasgow Unity Theatre, in this instance the London-based professional wing that had by now split away from the Glasgow-based amateur organisation and which was, in fact, shortly to fold. 35 The play was directed by his Glasgow Unity co-producer Robert 36 The production toured to Aberdeen, Edinburgh and Glasgow in February 1950, advertised as 'the play that broke all records at London's Embassy Theatre'. 37 
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This professional production's success can be seen as part of a wider pattern of post-war cultural convergence. While Bernard Kops was concerned with problematizing Jewish identity, juxtaposing old and new at a time of generational transition for British Jewish communities, The Golden Door's success offered an example of Jewish identity and representations being accommodated into the mainstream commercial stage via the theatres of the Howard and Wyndham circuit. In much the same way that Menasha Skulnik's success in The Fifth Season had allowed him to transcend the language limitations of Second Avenue to discover a new audience on Broadway, in this production of The Golden Door Tzelniker, closely associated with the last permanent Yiddish theatre company in London, the Grand Palais in Commercial Road, enjoyed a major 'crossover' success that enabled him to reach a new mainstream British theatre audience and to launch a career in film and television, albeit at the cost of switching to English language performance. 38 In both cases -the comedian Skulnik moving from Second Avenue to Broadway, and actor Tzelniker moving from the Grand Palais to be cast in a production influenced by the Scottish popular tradition -the Yiddish theatre technique, with its volubility and comic charisma, was carried over into and reframed for English language contexts. We can, perhaps, argue that these cross overs happened and resonated particularly deeply in those places where music hall and other popular theatre traditions were celebrated as particularly significant in culturally and/or nationally described traditions. 39 
Conclusion
In the mid-twentieth century, groups of working-class Jewish theatre makers on both sides of the Atlantic forged a connection that was based on the shared values and perspectives of being migrants. In Scotland, this was visible in a series of productions by Jewish immigrants living in Glasgow of plays by American Jewish writers living in New York. The special resonance of the plays' themes, narratives, and representations were consolidated by the diasporic networks that linked the Jewish communities in the two countries. The links that developed between Glasgow and New York in the immediate post-war period suggest that this transatlantic link was the culmination -and, in many ways, the logical conclusion -of a studiedly cosmopolitan repertoire which had seen the GJIP progress from plays that processed issues of their Eastern European heritage and history, and the anti-Jewish persecution that had brought them to the UK, through to a fresh perspective on the possibilities for a new future in a New World, that is the purpose of their post-war American programme.
In her letters, Sylvia Regan described her theatre-making friends from Glasgow as her 'mispocha', a Yiddish word for an extended family that captures something of the particular warmth of these 16 transatlantic relationship: 'It's the word you use in your letter and the very word I used to Hilda and Sam [Hankin] when they were here, for indeed that is how I feel about all of you in far-off Glasgow'. 40 But Greenbaum and the GJIP's dialogue with American theatre went beyond the correspondence of Greenbaum and Regan, important though that was. The GJIP engaged in a dialogue with American writers through their theatre making and by staging their representations of Jewish identity in their work and by finding parallels with their own experiences in the stories and descriptions of what life is like for immigrants in America.
The GJIP not only engaged with American Jewish plays for their progressive ideas, and the sense of optimism and aspiration they seemed to embody in the post-war period, but also out of a real sense of shared community that came through their links to the American Jewish diaspora -a network of friendships and family ties that shrank the distance between the Old and the New Worlds and gave 
A Coda to the Correspondence
And finally, after years of correspondence, Avrom Greenbaum and Sylvia Regan met in person in 1953, when Regan visited Britain and travelled to Glasgow, where she was feted by the members of the Jewish Institute Players. 41 
